Fences, Walls and Cages
Art Spiegelman has referred to himself as a 'structuralist who keeps losing his moorings ' (2011: 175) . In discussion of his working processes for his book Maus he describes the way he creates rules for himself early on in each comics project:
I give myself an absolutely mathematical set of rules and then find that I'm not quite able to make my things work within the set of rules, so I poke at the edges of the rules and then violate them until I come up with something that does the job (2011: 174).
In 2012 I started working on an autobiographical comic called Toormina Video (Grant 2013 ) which would change my life. In the first few minutes that I worked on the story I made what was, for me, an unusual workflow decision: I decided to draw the comic on extremely small pieces of Bristol board. This article investigates the implications of this decision. I will examine how the development of style in comics is related to the layering of practical 'policy' like that which Spiegelman describes. I will describe the embodied experience of writing and drawing a grief narrative and trace the poetic and stylistic repercussions of practical and material rules in a cartooning project.
The story-space of a comic book can be seen as a built environment. The cartoonist, like the manager of a construction project, must make practical decisions regarding how, when and in what order things are to be done. On the building site, decisions made about digging trenches lead to decisions about laying footings which in turn lead to decisions about building walls. A characteristic of this kind of workflow is that decisions made early in the build are often irreversible. The built environment is the result of many practical decisions layered upon each other. Similarly, the author of a graphic novel or a comic book must build and carefully police grids, frames, borders, fences and cages, both literal and conceptual, in order to get on with the job.
In other writings I have shown how style in comics can be an extra semantic charge woven into the lines by the hand of an author (Grant 2014) but here I want to show how the style can be the result of the cartooning body struggling to move and work under the regime of self-imposed rules and constraints. (1996) and Clifford Geertz (1978 Geertz ( , 1983 . The method largely involved a kind of auto ethnographic reflection and an in-the-moment writing practice that is based on the 'Thick Description' of Geertz (1978) . The studio notes that pepper this article are examples. In this instance they can be used to peer-in upon the artists making decisions at the drawing table and in this instance they can show how small practical decisions manifest in the finished work as something we call the 'style' of the work.
Making comics/Making Knowledge
This particular comic is unique not because it deals with grief but because it traces the process of grief in 'real time' because five days into production my father, the subject of my story, passed away. The Board and the Page
During the Renaissance large pieces of plasterboard or heavy paper were commonly used as design documents in the painting of frescoes and murals. These boards were called cartones. Over time the preparatory ink drawings that were made on them came to bear the same name as the material on which they were drawn (Petherbridge 2010 Whatever the case, the decision regarding the size of these boards is usually made early in the project workflow, but this decision creates an enduring influence on any given project. The board may seem to be simply blank, limitless in its possibilities, but it has edges. It has proportions. It is made of stuff. It provides the material conditions for the arrangement of marks that mesh together to become the comics page. In comics created using traditional media one of the most influential rules of the workflow is enforced with a pair of scissors or a box cutter. (Figure 2 ).
-From studio notes. February 2013 -Edith Street studio, Sydney

Framing Drawings/Fencing Bodies
To cartoon is to make marks that are locked within a nest of cages. Some of these cages are created by the author. Some are created by the conventions and idioms of the visual language. Some are created by the practical restraints of the workflow.
Either way, the friction between the cartooning body and the walls of these cages is an essential component of style. A cage is nothing if it is not a device for controlling the movement of bodies. The relationship between the cartoonist and the board is tactile. In Chute (2010),
Alison Bechdel describes how in the creation of Fun Home she was required to 'touch every millimetre of the page ' (199) . The fibres of the board record the struggle as a cartoonist gropes around the blank space for the appropriate movements to make with the stylus, and the domain of the board frames this exploration. The boards were so large on some of the double page spreads of Blue that they would hang over the edges of the drawing table. In comparison, the boards cut for Toormina Video were only marginally larger than one of my hands (Figure 1) . The tactile sensation of working on the vast canvas of Blue differed from the sensation of working on the small canvas of Toormina Video, but in addition, I want to suggest that the difference in the physical experience of drawing on these pages forces the visual language to be performed in a different register.
The board creates the domain of activity and therefore regulates the range of movement possible to the cartooning body working on a page. In my studio notes above I describe the discomfort I felt in exploring such monumental grief on such small pages. I describe the disparity in the movements inspired by the conceptual content of the piece and those allowed by the area of paper on the drawing table.
In this situation the rules of the workflow forced me to perform the story using the muscles of my hand and wrist rather than those of my torso and arms. In a very real sense, it is the board as much as the story that guides the cartoonist's movement. Board: Page -an Important Ratio
DAY 402 of PRODUCTION
As well as regulating the gestural movement of drawing body, the size of the board and the extent to which the drawing must be scaled up or down to be printed, has an important poetic and stylistic influence on the finished comic book.
In his aesthetic reading of original comic book art, Molotiu writes: 'Original art displays the drawn marks at the scale at which they were created, therefore empha- Drawing large and reducing the art for publication tightens it up. It makes the art look more crisp and "professional" (Spiegelman 2011: 174) .
To employ Peirce's influential taxonomy of signifiers (1974) , in this context the reduction in size of the comic book page through reproduction serves to distance the symbolic and iconic content of the sequence from the indexical trace of cartooning body.
In the last section we saw that the board can govern how a comic is drawn through the performance of marks and gestures. Here we see another of its structural In scanning, designing and printing Blue the pages were reduced to 20% of the size of the board. In this transaction the marks on the board became more delicate, and spaces between them shrank. The result is an impossible image; a mosaic of uncanny images that look drawn but that could not have conceivably been produced at that size by a moving human body.
By contrast, in Toormina Video the pages were printed at almost the size at which they were drawn, that is, like Maus the board/page ratio was almost 1:1. In my studio notes I write:
The brush lines in Toormina Video yell out at me with a voice that is thick and clumsy. This comic is wonkier than anything I've done for years.
Here the voice of a flawed human hand and a troubled moving body is processed differently. A reading such as the one that Molotiu describes is far more likely in the reproduction of Toormina Video than it is in Blue and this is a direct result of the board to page ratio. The index of the drawing body can never be removed from the comic book page by rescaling alone, however it is clear that the proportional relationship between board and page can amplify the voice of cartoonist's body in the thickets of marks. (Spiegelman 2011: 174) .
Here we see clear examples of Spiegelman as a structuralist, setting up rules for this graphic novel like those described earlier in the chapter. The decision to use a 1:1 board to page ratio was a deliberate move toward a more intimate autobiographical voice than was common in the underground comics of his contemporaries. This 
What feels so intimate about a comic is that it looks like what it is… The subjective mark of the body is rendered directly onto the page and constitutes how we view the page (2010: 11).
In my studio notes earlier in the chapter I wrote about how it felt to see the reproduced pages of Toormina Video for the first time:
The chambers and frames that seemed so small when I was drawing the comic now seem huge to my reading eyes. The compositions are filled with plain spaces, most of them black. They are empty. They echo. (Shaw in McConnel 2012 23: 08) . This is an example of a set of rules and constraints built into the workflow that Toormina Video is a true story about some events that occurred in the past -in the early 1990s -but it is also about things that happened in the present. I had drawn only a fraction of the book when my father died. The story changed after his death, but there was already a thick pastiche of rules and constraints that structured the project. To revisit the builder's analogy, the foundations for the construction of this comic book had already been poured and had dried out and hardened along with the ink of those early pages, even though the design for the project and its future uses underwent drastic change. The content of Toormina Video simply began to outgrow the cage that I had built to contain it. The story expanded in two important ways: the number of pages grew from 16 to 36, and the size of the printed book expanded to the size of the boards. Those little cards, however, could not stretch in width nor height -their dimensions were fixed by rules that I had created at a time when my father was alive. In rewriting the story 
Rattling the Cages
Toormina video was published online on Fathers Day in 2013. It had more than 10,000 readers in the first two hours it was up online. Three weeks later I was up on stage at the Sydney Opera House reading the piece to a packed theatre. A year later the story was reproduced in a literary journal. It remains the most read and remarked upon work I have ever done. It was a huge struggle to make this comic under the unique circumstanced that is was created, and I am certain that the response to the work has been so strong because this complex struggle of grief has found a graphic and material form. For Hatfield (2008) comics is an art defined by tensions between the various frames and structures that constitute the comic book. One of the key tensions he describes is that between the experience of reading and the experience of the text as a material object. This chapter points to a similar tension, one of many found in the back-end of a comic book or graphic novel: a power struggle between the creative impulses of an author, the rules that structure the project, and the materi- 
